With the proclamation of the Turkish Republic, in October 1923, Ankara became the laboratory and showcase of the nation-building project led by Mustafa Kemal Atatürk.
Introduction
end of the conflict, it had already functioned as de facto capital of the breakaway nationalist state, and, although other locations were considered for the seat of the Republic, its official status was finally sealed in October 1923.
The choice of the new capital was dictated by a combination of factors. 5 Situated in a strategic position within the Anatolian peninsula, at the intersection of important traffic routes, Ankara was suitably remote from the cosmopolitan metropolis on the Bosphorus. Owing to its history and location, it offered an ideal opportunity to cleanse the image of corruption and decay associated with the old imperial centre and fashion a modern nation state with a strong Anatolian identity. Since the Republic was proclaimed, with Kemal as President, the new capital became the symbol of a country firmly projected towards the West. The move from Constantinople to Ankara took the world by surprise, and this was due to symbolic as well as geopolitical reasons. From a European perspective, the demise of old capital meant the loss of the pivotal place where the Great Powers previously exterted their political and economic influence on the Middle East. Moreover, Ankara threatened to destabilise the imaginative geography of the Orient which had long had in Constantinople one of its most evocative and enduring fulcrums. The end of Ottoman rule provided a shock therapy for the so-called 'stambulimia' that had affected western culture over the long nineteenth century. 6 Consequently, a new appetite was whetted by the forlorn Anatolian town that became at once the seat and symbol of New Turkey.
Amidst the reorganisation of the former Ottoman territories, the birth of the Turkish Republic altered the coordinates of the traditional journey to the East. While updating their itineraries, western travellers had to review the vocabulary and imagery inherited from the Orientalist tradition. Conventional views of the Orient as a homogeneous entity -typically portrayed as static, immutable, and alien to historical progress -proved inadequate to apprehend a fast-changing landscape marked by the rise of nationalist movements and widespread claims of independence. As Said pointed out, the 'civilizational contacts' between East and West were refedined after the breakup of the Ottoman Empire. 7 The growing uncertainty vis-à-vis the Middle East unsettled the coordinates through which the West had long been representing its geographic and cultural other: 'The Orient now appeared to constitute a challenge, not just to the West in general, but to the West's spirit, knowledge, and imperium.' 8 While the critique of Orientalism has made significant inroads in architectural history, 9 the urban dimension of this challenge has not been fully examined as yet. 10 Against this background, the present study investigates the role of republican Ankara as a terrain of cross-cultural encounters between Europe and Turkey. This and Lisa Lowe are of especial relevance here. In her critique of the western monopoly on knowledge and interpretation of the world, Pratt has unpacked the formation of a collective European subject and its 'obsessive need to present and represent its peripheries and its others continually to itself'. 11 As we shall see, that urge pervaded the accounts of Ankara produced by western travellers in the 1920s and 1930s, albeit in different and often contradictory ways.
Internal differences to this discourse were no less significant than recurrences and regularities. In introducing the discontinuities that mark the wide-ranging literature surveyed in this essay, it is useful at this point to mention 'the nonequivalence of various orientalisms' noted by Lowe, who has highlighted the multiplicity of western voices that historically contributed to codify the Orient. Such voices cannot be entirely assimilated to European colonial practices as earlier accounts of Orientalism did. While Said's original study focused on the colonial practices fostered by the French and British Empires, other European powers rose to prominence in the late nineteenth century and Germany in particular developed strong economic and political ties with the Ottoman Empire. This caveat is particularly relevant to the study of republican Ankara, which constituted a particular 'contact zone' situated outside the boundaries of Europe's colonial geographies: a meeting place between the New Turkey projected towards the West and a fractured Europe searching for clues to a changing Orient while striving to redefine its own identity. 12 In order to map out this contact zone, it should be useful briefly to delineate its architectural and urban context with the help of recent historiography informed by cultural theories.
Modernism and Kemalism
Republican Ankara was at once the laboratory of Turkish nation building and its exemplary showcase. 13 The construction of the modern capital was not a uniform process, however, as its initial stages were characterised by distinct architectural approaches. The early public buildings were designed in an eclectic idiom known as 19 In recent years, the remodelling of Ankara has been at the centre of a broader reassessment of modernism and nation building in Turkey. 20 Critical approaches informed by cultural theories and area studies have shed light onto the social, cultural, and political conditions underlying the construction of the new capital, while a number of case studies have shed light on to its planning, architecture, public art, and visual representations. 21 Two scholarly works are of particular relevance to the present discussion. In her groundbreaking study of Turkish architectural culture in the early-Republican period, Sibel Bozdoğan has unpacked the ways in which architecture became an instrument of Kemalist ideology and was used as a form of 'visible politics'. 22 Within this context, Bozdoğan refers to Ankara as 'one of the earliest manifestations of the historical alliance of modernism with nation building and state power.' 23 As we have seen, it took some time for this alliance to cement, since the first endeavours to shape the capital's identity were marked by the pursuit of an eclectic architectural style. It was only in the late 1920s that architecture began to reflect the Republic's secularist and westernist ethos, as European modernism was adopted to give shape to the Kemalist ideology.
The circulation of ideas that characterised this historical process has recently been investigated by Esra Akcan through the concept of 'cultural translation'. This is a useful category for understanding the systematic import of European models in Ankara, which informed the housing policies of the early Republic as well as the institutional architecture that gave the capital its public image. Aside from their different perspectives, these early writings testify that Ankara attracted considerable attention since the early 1920s. While westerners' impressions were not always flattering, the prevailing response that registered in this period was a 
Capital in a desert
In his 1929 travelogue D'Angora à Vilna ('From Angora to Vilnius'), the journalist and aviator José Le Boucher welcomed the drive to modernisation that brought Turkey ever closer to Europe. He even predicted, rather optimistically, that the time-worn, picturesque vision of the Orient was bound to vanish forever. He turned around Rudyard Kipling's famous dictum, 'The East is East, West is West', and asserted that 'The Orient is no longer the Orient, at least in Turkey.' 37 And yet, the journey to what he called the 'town in the desert' did not live up to his expectations. This French author was skeptical about the future of Ankara, which, in his view, was destined to remain a mere 'city of bureaucrats'. 38 The 'all-new, all-white, ultra-modern' capital appeared to him as an untidy melange of buildings and styles assembled without any consistency or originality. 39 It looked, in short, like 'a mushroom-town' (une ville champignon).
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Le Boucher's impression of the new urban development contrasted with that of the old town, which harboured the traces of a rich and layered history. This tension encapsulated the alleged 'mistake' of New Turkey: that is, the attempt to forge a new nationalism based on a 'deified revolutionary spirit' rather than on people's pride in their collective past. 41 The association of this nationalist spirit with German models made it unpalatable to a writer who was active in the French monarchist movement.
While approving in principle of Turkey's modernising process, Le Boucher criticized its breakneck pace and its resulting forms. He warned against the inherent dangers of such a rapid transformation for Turkish society, which, revisiting an old Orientalist trope, he compared to an adolescent coming to terms with its own life.
This lukewarm response was not isolated in the French-speaking world. In a book about Kemal published also in 1929, the Swiss journalist Paul Gentizon offered a bleak description of the new Ankara as an 'immense building site'. 42 This author acknowledged the President's will to create a modern capital and the major feat of regenerating the insalubrious and semi-ruined Anatolian town in the space of few years only. While praising the Turks' spirit of abnegation, Gentizon was disappointed by the actual form of the new capital, whose plan reminded him of that of Potsdam.
The author found the one-and two-storey residential buildings that dotted the landscape rather anonymous, and regretted that a more traditional ('turco-byzantine') style had not been chosen instead. 43 Ankara remained nonetheless an extraordinary place that represented 'the first attempt to create in Turkey a town, even a capital, 50 Aniante observed that the more Ankara grew, the more it lost its original, symbolic meaning. After the early days when ministers used to sleep in huts, soldiers in tents, and ambassadors in carriages at the train station, the capital had been equipped with modern comforts and begun to look increasingly familiar to Europeans: it had all but lost its romantic appeal to those in search of exotic thrills. The author believed that Kemal's political parable was in decline and doubted that the town rising 'in the midst of the desert' would remain capital for long. He characterised it as 'an artificial greenhouse, a marvel created by human genius, a scientific vision that will have to vanish.' 51 He predicted that this modernist laboratory was bound to change forever the geography of the Middle East:
'Angora', as he still called it, 'is the first great example of neo-oriental civilization with which tomorrow's Europeans will have to reckon.'
Turkey was openly recognised, the term 'neo-oriental' signalled a clear reluctance to associate it too closely with the West.
The texts outlined in this section contain some of the most significant accounts of Ankara published by European writers between the late 1920s and early 1930s. These writings reveal, in different guises, a widespread discontent for a town that was often described as 'capital in a desert'. A seeming paradox emerges from the travel literature of the period: while Turkey's ruling elites were seeking to modernise the capital by importing architectural and planning models from Europe, European observers themselves often lamented that Ankara was not built according to local criteria. A major bone of contention was the decision to adopt specifically This passage alludes to the ephemeral, mirage-like quality of a modern town that seduced the visitor only by night. The nocturnal vision conjured up a bright yet empty place, which the author compared to 'a Sahara'. In other words, the image of the town in the desert gave way to that of the town as desert. Ultimately Ankara turned out to be so tedious in daytime as to persuade the protagonists to turn back to
Istanbul, now in the company of two lady friends.
Farrère's novel mapped the western fantasy of an eroticised and exoticised
Orient onto the changing reality of New Turkey. This fantasy was vividly portrayed on the book cover, illustrated by the French artist Édouard Chimot (Fig. 3) . [Insert Figure   3 here] The drawing set up a sharp contrast between two female figures -one veiled, the other scantily dressed -against a prominent mosque in the background. In this almost caricatural image, the tension between modernity and tradition was evoked through gendered signifiers of lust and mystery. The artist captured the main thrust of the novel by reducing 'Angora' to a hunting ground for the European flanêur.
Modern architecture did not feature in the cover illustration any more than in the text.
Quite evidently, the mosque in the drawing symbolised the old imperial centre rather than the new capital, which was also known as 'city without minarets' since no major mosque was built there until the 1950s. 57 By recasting the new capital against a familiar Orientalist imagery, Les quatres dames d'Angora marked an attempt to emasculate the Turkish Republic and invalidate its claims to sovereignty, modernity and secularism.
Afterwards, reflecting on his wide-ranging travels to Asia, Farrère related the brief journey to Ankara that set the scene for his novel. 58 While other observers had commented on the social and spatial incongruities they perceived in the modern town, he despised it primarily on aesthetic grounds. Accordingly, Ankara was built by a people 'without faith' who had lost the sense of 'pure beauty' to be found in However, by the early 1930s, the journey to the East was no longer a pilgrimage to an exotic place associated with a bygone time. As transpires from Les quatres dames d'Angora, the republican capital disturbed that imaginative geography and provoked a last-ditch attempt to cling to a mythical world before it disappeared.
Appeal of the future
The impressions of Ankara outlined above attest to the diverse discourse that emerged in Europe during the first decade of the Republic. If one indication can be drawn from these sources, it is that the process of cultural translation whereby modern planning and architecture were adopted to fashion the new capital did not propaganda.' 65 By 1933, the same claim could no longer be made with respect to the Ankara guide. This detailed and well-illustrated book was, in effect, a tribute to the New Turkey as much as an informative vade mecum to its capital.
The guide opened with a comparison between the town's conditions observed in the early 1930s and those recorded at the inception of the Republic. 66 The list of improvements realised over the previous decade included the reclamation of the malaria-ridden marshes, the programme of 'hausmanisation' (sic) for the new town, and the construction of the whole gamut of buildings required by a capital city. As
Mamboury put it suggestively, 'An invisible magic wand has transformed everything'. 67 Following the first 'political' moment, Ankara was said to be going through a 'constructive' period that would eventually allow the city to prosper economically and culturally. Having foregrounded the modern transformation of the capital, the author moved on to present its history and heritage: once again, it was the grafting of the new onto the old that gave Ankara its distinctive identity -hence its potential tourist appeal.
There was however a deeper political reason behind this tourist guidebook. Fig. 5) [Insert Figure 5 here] In line with this message, from the second issue onwards a rubric titled 'Ankara construit' displayed the latest construction works in a modern visual language. It was at this point that photography was recognised as a powerful medium in forging the Republic's progressive imagery, and Tör hired the Austrian photographer Othmar
Pferschy to document the new country in the making. 72 Pferschy's pictures featured prominently in La Turquie Kemaliste and various other publications and exhibitions of the 1930s. 73 As we shall see, they established a canonical repertoire that also served to illustrate foreign accounts of modern Ankara.
The involvement of a photographer like Pferschy and a teacher-cum-writer like Mamboury evidence that Europeans were directly engaged in producing a national narrative for the Turkish Republic. As Bozdoğan has pointed out, the nationbuilding project was inseparable from a longing for recognition from the West: 'The republican need for self-affirmation through Western eyes appears to have been central to the cultural and political consciousness of the period.' 74 While European writers and image-makers embedded in state institutions took an active role in this process, the ultimate legitimacy was sought from outside observers -the standard bearers, as it were, of the hegemonic western gaze.
In this respect, the endeavours of Kemalist propaganda were not in vain. In 
The beauty of flat surfaces
By the mid-1930s, Ankara had acquired its modern physiognomy and became the subject of effective strategies of representation, from the outside as well as inside.
While the image of the city was revamped by the Kemalist propaganda efforts, ever more elaborate descriptions came out of Europe. The work of German-speaking writers, in particular, complemented that of artists, architects, and planners who had been involved in remodelling the capital since the late 1920s. Their ranks were further expanded in 1933, when hundreds of academics ousted from German universities, many of them being Jewish refugees, were offered sanctuary in Turkey and became involved in the Republic's drive to modernise the higher education sector. 78 German was widely spoken in Ankara, and, not surprisingly, was also the language of the most comprehensive reviews of the new capital published at the time.
An oft-cited source from that period is Norbert von Bischoff's 1935 book, 
Ankara: Eine Deutung des neuen Werdens in der Türkei

Victory of the straight line
The rhetoric of entitlement culminated in Die Türkei von Heute ('Turkey To-Day'), a 1936 book by Stephan Ronart that prompted English, French, and Turkish translations in the space of two years. 88 Better known for his later Lexicon der arabischen Welt ('Concise Encyclopaedia of Arabic Civilization'), Ronart turned his attention to Turkey in the mid-1930s after writing about south-eastern European countries. 89 His views of the new Republic were closely aligned with the Kemalist propaganda, as reviewers did not fail to notice. 90 Largely overlooked by architectural historiography so far, this book contains one of the most extensive and provocative accounts of early-republican Ankara, and for this reason it warrants closer scrutiny.
[Insert Fig. 6 here]
Similarly to Bischoff, Ronart addressed the reader with a routine preamble in which he dismissed the West's fascination with the 'glamour of the East' as a mere tourist cliché, and pledged to 'speak only about things which are really Turkish.' 91 He then described the rise of New Turkey as the climax of a historical process whereby the past, present, and future of the nation were bound up in an organic cycle.
Revisiting a typical Orientalist topos, the author associated various kinds of circular patterns -from the seasonal cycles of nature to curvilinear motifs in art -with Eastern civilizations, and linear ones with the rational logic of the western mind.
Curved and straight lines were understood to be the poles of a historical dialectic: ('City Planning According to Artistic Principles'), initially published in 1889. 95 What is interesting in this context is that the early plans for Ankara -drawn up by Lörcher and Jansen -were both influenced by Sitte's principles. 96 Once again, the Institute for Girls was highlighted, this time along with the School of Building Construction and Public Works, as an exemplar of the secular education system adopted by the Republic. The former's illustration was instrumental to the author's narrative, as the straight lines of the building were further reinforced by the kerbs of the traffic island in the foreground (Fig. 8) . In bringing out the orthogonal forms of this architecture, however, the wide-angle view effectively obliterated its round edges -an expressionist feature that distinguished Egli's design from Holzmeister's more austere classicism. Above and beyond its subject, this photograph indicates that Ronart's argument was backed up by visual images, signalling a wider trend in the literature on Turkey of the 1930s.
Gazes and images
As mentioned above, the propaganda effort undertaken by the Turkish Government to the West. The cross-cultural encounters that took place in this particular contact zone suggest that, while the East was no longer East, the West was still West and clinged on to its residual power, albeit in discordant and often conflicting ways that betrayed its internal contradictions.
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